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Digital signage
Digital publishing
Road signage
Sensoriality
Neuromarketing
Cultural analytics
Remediation
Graphic design
Critical design
Typography
Interaction
Paper
Internet
Multi-script
Domus
Multilingualism
Multiculturalism
Type design
Information design
Interaction design
Multidisciplinarity
Narrative artifact
Intangible support
Driver assistance systems
Global positioning system
Curricular revision
Information visualisation
Big data
(In)visible design
Innovation
Visual catalogue
Editorial design
Perception
Architecture journals
Creative process
Strategic vision
Digital revolution
Visual impact
Advertising ideas man, art director and graphic designer. 
After ten years working as creative director and art director 
at multinational advertising agencies such as CGK, RCP 
Saatchi & Saatchi and Bassat Ogilvy, in 1993 he founded 
his own studio, Ruiz+Company, that covers a range of 
services including advertising, graphic design, packaging 
and motion graphics. A member of Alliance Graphique 
Internationale (AGI) since 1997, he has received 116 prizes to 
date, awarded at the most important international design 
and advertising festivals.
“Immediacy and the endless 
possibilities offered by new 
tools entail a minimum 
period of time for thinking 
and deciding what is most 
appropriate”
Rotring, Letraset, typesetting, Repromaster … the first graphic design studio 
in which I worked smelt of paint thinner. By the end of the day we were half 
stoned. We used it to clean the glue left over after sticking sheets of art paper to 
Pankaster hardboard. Our hands were stained with ink and gouache and scarred 
by cutters. They were experienced hands. 
InDesign, Photoshop, Suitcase Fusion … my creative studio is like NASA. 
Screens everywhere. Our hands are spotless, all they touch is the mouse. We talk 
of designing apps, of creating viral concepts, social networks, sites and micro-
sites. What on earth has happened?
Or rather, what is happening? Clearly, we are experiencing the great digital 
revolution live and, unlike other great revolutions, this one is taking place at su-
personic speed and has only just begun. In barely ten years our way of working 
has changed dramatically and as we strive to adapt it continues to change, oblig-
ing us to dance like puppets on a string, trying to do our job as a wire speeds 
beneath our feet at a totally different pace. What is obvious and inevitable is that 
ten years from now everything will be different.
For my generation it is a privilege to have witnessed the ‘before’ and to be 
currently experiencing the ‘after’. While the creative process—or at least the 
mental process, the creation of a concept—remains unaltered, the new means 
and tools certainly influence our way of thinking. It is still early to determine 
how they influence us, and only the perspective of time will tell us.
Graphic Design. 
The Transformation of a Craft 
Experienced in Real Time
This text reflects on how the digital revolution is 
affecting the work of graphic designers.
The speed at which technological progress is 
being made has allowed a whole generation of 
designers to develop their work in two different 
scenarios. As well as changing the tools of the 
trade, new technologies have opened up other 
paths that require new languages and solutions.
David Ruiz
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The Influence of Our Environment
Before the digital era, our sense of sight, touch and, less directly, smell all played 
a part in the design phase of a new brand identity, for instance. Today the sense 
of smell has gone and our sense of touch has all but disappeared, from our rou-
tine tasks at least. In the former more traditional analogical process, things were 
touched: we felt the texture of paper, sensed the smell of ink, tempera, glue, etc. 
That whole environment no doubt influenced us, just as the fact of working in 
a large open space with natural light or doing so in a dark cave would influence 
us. The use of screens has gradually changed work habits that affect our way of 
thinking, creating others that will eventually determine our results.
Immediacy
Immediacy is no doubt one of the most important aspects of this change. So far, 
those of us who have experienced the ‘before’ have no choice but to contend with 
it—and I say ‘contend’ because it can be scary. To give you just one example, 
when I first started to work, the choice of a specific type took much longer than 
it does now. The art director of the time asked me to design the headline of an 
advertising campaign in five different types, which could then be compared and 
a final decision reached according to the idea to be conveyed. We then had two 
options: the quickest and most gratifying was to resort to brands of transfer-
able types such as Mecanorma or my beloved Letraset. If any of the types were 
to be found in their catalogues, all we had to do was to work out the number of 
characters required, purchase the necessary sheets and start designing. In other 
words, to begin with we needed to find the time to make the purchase, and 
add on a couple of days the supplier could need if he didn’t have them in stock. 
Seldom were all the types chosen by the art director available in transferable 
types. Gifted and ambitious art directors would not usually accept the types 
catalogued by these brands, and would often come up with a scrap of paper torn 
out of an English or American design magazine that contained a funny type we 
hadn’t the faintest idea where to get. So we would turn to comprehensive Ameri-
can catalogues such as Phil’s Fonts until we found it, or something very much 
like it. The next step was to reproduce as many alphabets as necessary using a 
Repromaster camera,1 followed by the tedious process of cutting out individual 
letters, tweezers and Spray Mount Glue in hand, to compose the headline on art 
paper thanks to Paralex and a good eye to make sure they were all straight and 
had the letter-spacing requested by the art director. After hours and hours of 
such work we became exquisitely precise, designing titles at considerable speed. 
The results were photographed once again with the Repromaster to obtain the 
complete sentence in one piece and retouch the inevitable shadows caused by 
the thickness of the joined pieces of paper. This copy could also be used to check 
that all the letters were straight and in line. One or two would usually have to 
1 ‘The Repromaster is a 
reproduction camera 
which makes it possible 
to enlarge or reduce 
transparent or opaque 
originals. Some years 
ago it used to be an 
essential device in 
graphic industries, but 
today it has turned into 
another example of 
technological garbage 
due to the outcoming 
of digital printing 
systems.’ In Daniel 
Tubío, ‘Topography,’ 
Camera Obscura [online], 
25 December 2009. 
[Accessed: 10 June 2013]. 
Available at: http://www.
co-mag.net/2009/daniel-
tubio/
i Phil’s Fonts, typographic catalogue.
be straightened and another photo taken before refining the small 
distortions produced by the repro camera, retouching with a Ro-
tring or Staedtler rapidograph 0.1 pen.
The procedure would be repeated for each of the types re-
quested. In other words, the actual selection of a specific type 
could take in itself a couple of days. The whole process entailed 
such good training that we were eventually able to discern at first 
glance whether a text had the right letter-spacing and which font 
had been used. The hours we spent poring over catalogues and 
discovering slight nuances between fonts made us typographical 
connoisseurs without having trained as typographers.
Nowadays this is an instant process, allowing us to see what 
our sentence will look like immediately, and in as many different 
types as we care to choose, and this is what is in some way daunt-
ing. We now have to replace all the time we devoted to typogra-
phy in the design process, and which made us into semi-experts, 
with painstaking rigour. Immediacy and the endless possibilities 
offered by new tools entail a minimum period of time for thinking 
and deciding what is most appropriate. The time for reflection that 
used to be implicit in the process must now be self-imposed.
Today’s tools hand us improvisation on a plate, and while it 
is a useful quality at a certain stage in the creative process, it can 
also prove dangerous if we are unable to manage it when we need 
to build something truly solid that requires constant analysis and 
reflection.
The dangers implied by immediacy do not only affect our pro-
fession; it is a sort of disease congenital to the digital age. We now 
know that a news item published on the Net may not be support-
ed by evidence or may be insufficiently documented, distorted or 
even false. Some politicians obsessed with publishing tweets find 
they have to clarify their comments or apologise for something 
they have said without thinking twice before clicking. The fact 
of ‘getting in first’ is prioritised over and above the quality of 
i Sheets of Letraset.
“We now have to replace all the 
time we devoted to typography 
in the design process, and which 
made us into semi-experts, with 
painstaking rigour”
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contents. Sloppiness is now customary. Once again, rigour is more in demand 
than ever.
It’s thought that someone living in the Middle Ages received the same num-
ber of visual impacts in their lifetime as we now receive in one day, i.e. roughly 
three thousand. This seems to be the case, whether we like it or not. Being as 
we are living, evolving creatures, in principle at least, we have developed a ex-
ceptional ability to capture both static and moving images. The profession of 
graphic designer is consequently a greater challenge than it was before, because 
it’s one thing to capture images but it’s another to retain them. In addition, new 
technologies generate new communication tools and means. It’s as if all of a 
sudden a new window had opened, through which our profession has inexorably 
begun to branch out. 
The Screen. The Pervasive Medium 
Barely ten years back when I was presenting a corporate identity I stressed the 
importance of visualising it on a screen by means of what was at the time quite 
original—a version of the logotype in motion. This was usually presented in a 
section at the end of the identity manual, yet today it sounds ridiculous! A de-
cade later, at most we have to decide whether to print our projects or whether 
they shall be only digital.
This branching out of graphic design into new formats demands two things 
from designers. On the one hand, we have to find new graphic languages that 
encompass factors such as time, movement 
and interaction. This shouldn’t be a prob-
lem for designers—in essence, the design 
method should be the same as usual, for the 
objective of graphic design is still to visually 
convey a message to a specific and objective 
audience in order to communicate a given 
identity and values.
Most of today’s designers were born dur-
ing the boom of audiovisual culture, as were 
their objective audience, so they are in their 
element in today’s environment and conse-
quently all they require to become good pro-
fessionals is creative talent and the ability to 
make inspirational creations and develop 
them in new formats. On the other hand, 
we should also be involved in interface de-
signing—we cannot design apps without 
considering interaction with users, as both 
i App. Ruiz+Company for Tracklander.
elements are mutually conditional. Interface de-
sign can be compared to a ‘classical’ design proj-
ect such as museum signage, which must begin 
with a study of the circulation and behaviour of 
users, i.e. visitors. Nowadays, in online projects 
we must also design architectural space—where 
people should make their entrance, to where 
they should proceed, where they should linger 
and where they should leave; once the itinerary 
has been established we can design the graph-
ics. The support of a programmer is required but 
the task of designers in this area is fundamen-
tal, whereas in the case of the offline design of 
museum signage this part of the project is the 
exclusive responsibility of the architect.
Interface design therefore requires designers 
to have a more strategic, more complete vision. We could say that we now design 
the product in its entirety, from its definition to its appearance.
Unlike the new generations of graphic designers who have trained in a 
digital environment, as professionals who have experienced the ‘before’ we are 
amazed by a technological revolution we would formerly have thought was sci-
ence fiction.
There are no limits to experimentation. Proper use of these tools and ap-
propriate management of the avalanche of information available to us make 
present designers virtuosos in comparison with those working only twenty-five 
years ago. A graphic designer with a laptop is 
more self-sufficient and has a greater capacity 
for experimenting and producing work than a 
studio with ten professional designers in the 
pre-digital age. 
i Motion graphic. Ruiz+Company for Audi.
“In essence, the design 
method should be the same 
as usual, for the objective 
of graphic design is still to 
visually convey a message”
